



















































































































































































































































































































































































































































































































































































年 4 月 19 日）での発題に基づいている。
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図 2　ヒルデガルト・フォン・ビンゲンの幻視著作『スキヴィアス』から第 1 部幻視 6「天
使の歌隊」、ルペルツベルク『スキヴィアス』写本（コピー）、元ヴィースバーデン
























トジョン・カレッジ Ms. B.18, fol.1、12 世紀前半。
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図 20　フライブルク、大聖堂西側正面入り口前ホール、「踊るサロメ」、13 世紀終わり。









Musical Metaphor in the European Art of the Middle Ages
by Keiko SUZUKI
In the Middle Ages, music as an amusement was offered by vagabond 
musicians around the world. On the other hand there was also music studied 
as science, namely the musica of artes liberales, which was derived from 
ancient tradition and in which the principles of the philosophical and 
mathematical cosmos were explored. But this study of musica was not 
enough for theologians who interpreted the world in a metaphorical way. 
They wanted to use music, too, as a metaphor and did this by contrasting the 
music of Heaven with the music of Hell according to Christian dualism. The 
former is associated with positive elements such as angels, the Holy Mother 
Mary, Christ, and eternal life, and the latter with negative elements such as 
Satan, sin, punishment, and eternal death. 
Not only theological books, but also the visual arts dealt with the 
theme “music as metaphor”. In this article it will be shown how “music 
as metaphor” was represented in the visual arts in order to allow people to 
experience the music of the world after death. The music of Heaven is meant 
to praise God. For example, the monumental sculptures in the entrance of 
Romanesque churches represent the twenty-four elders of the Apocalypse 
according to John, each carrying various instruments that were played in the 
Middle Ages. The celestial music of singing angels plays the central role in 
the Gloria. But since the 14th century, angels with various instruments can 
be found above all in pictures depicting the Holy Mother Mary in Heaven. 
The ensemble consisting of singing and instrument-playing angels appears 
particularly in the North European art of the 15th century in private altars and 
in the Book of Hours.
In contrast, the devil’s music in the Hell of the Last Judgment is 
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characterized by the disharmony and noise of musical instruments for which 
one needs little skill and musical to play. The chain and the rope as symbols 
of death also suggest the music of Hell. In the “Danse Macabre” some 
musical instruments shown with the character of Death have a connection 
with Hell.
